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LIntroduction
　　　　　1　would　like　to　focus　on　Cary1　Churchill’s　Cloud　Ninθ（premiered　at　Dartington　College
and　Royal　Court　Theatre，1979，　directed　by　Max　Staf〔brd・Clark）and　examine　the　ways　in
which　sh合employs　Bertolt　Brecht’s　theatrical　techniques，　with　which　Churchill　depicts　some
contemporary　issues　as　a（socialist　and　fbminist）playwright．　The　significance　ofthis　play　is
that　she　could　disclose　a　rather　radical　viewpoint　in　1979．　At　least，　until　censorship　was
abolished　in　1968，　playwrights　could　not　treat”improper”themes．
2．　Brechtian　Techniques
　　　　　It　is　widely　acknowledged　that　Bertolt　Brecht（1898－1956）wrote　ep童c　dramas，　which，
according　to　Phyllis　HartnoH　and　Peter　Found，”employs　a　multi・level　narrative　technique
and　places　the　main　emphasis　on　the　social　and　political　play”j　Actually，　he　has　a　Marxist
point　of　view　and　his　aim　of　writing　dramas　was　to　accomplish　soc三al　change．ii　Brecht，
especially　rejected　capitalism　on　the　ground　that　it　depreciate　the　value　of　aU　things．
However，　it　is　worth　noting　that　his　techniques（also　known　as　A－effect八「erfremdungseffekt）
have　to　depend　very　much　on　the．　perfbrmance　on　the　stage．　Brecht　elucidated　his　own
theories　in　an　essay”Short　Description　of　a　New　Technique　of　Acting　which　Produces　an
Alienation　Effect”
　　　　　The　rudimentary　definition　of　his　techniques　are　”the　making　strange　or
de－familiarising　of　events，　actions，　and　relationships　which　we　fail　to　notice　in　daily　lifb
because　they　have　become　too　habituall∵ii　Although　this　idea　is　based　on　Russian　Formalists’
”defamiliarisation”，　they　differ　in　that　Russian　Formalist”defamiliarisatioバdoes　not
necessarily　lead　to　ideology．　In　this　sense，　he　is　non・Aristotelian．　In　Aristotelian　theatres，
what　happens　on　the　stage　should　be　natural　and　create　an　illusion　that　it　is　happen三ng　in
reality．　Further，　the　actor　empathises　with　the　character　completely　and　effaces　the　sel£This
is　broadly　called”the　method”．　Furtherlnore，　the　audience　assimilates　the　character　and
shares　something．
　　　　　On　the　contrary，　what　Brechtian　techniques　achieve　when　creating　the　stage　is
　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　jde丘pitely　not　that　sort　of　drama　Firstly，　as　I　have　put，　the　prerequisite　of　the　stage　is　to
make　the　events　and　dctions　strange　which　people　usually　overlook．　It　should　not　be　as　it　is．
Secondly，　the　actor　must　not　empathise　and　play　the　character　altogether．　In　other　words，　the
actors　need　detachment　and　should　be　conscious　of　acting　the　roles．　In　so　doing，　actors　have
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to　show　the　other　possibilities　of　the　perfbrmance．　Or　rather，　there重s　not　only　one　possible
way　of　perfbrmance．　Thirdly，　the　stage　needs”historicisationl’．　Brecht　remarked　that”it
includes　elements　that　have　been　or　may　be　overtaken　by　the　course　of　history，　and　is　subject
to　criticism　fi・om　the　immediately　following　period’s　point　of　view”．iv　Lastly，　the　audience　also
need　to　be　conscious　of　the　actor’s　performance，　and　to　be　detached．　I　would　like　to　emphasise
that　it　is　these　techniques　which　create　detachment，　which　enable　the　audience　and　the
actors　to　take　the　critical　viewpoint　Brecht　ad皿ired．　Elin　Diamond　makes　a　relevant
comment　on「’histoi・icisation”：圏There　is　a　double　movement　in　Brechtian　historization　of
preserving　the”distinguishing　marks”of七he　past　and　acknowledging，　even　foregrounding，
the　audience’s　present　perspective’．v　Whatever　the　techniques　are，　the　essential　point
fbrBrechtian　theatre　seems　to　be　that　the　audience　take　a　critical　viewpoint，　and　attain
detachment　through　Brechtian　A・effect．
3．　Caryl　Churchin’s　Cloudハrine
3・1．Cultural　and　theatrical　background　ofαo召ゴ」磁ηθ
　　　　　　In　this　chapter，　I　would　like　to丘）cus　on　Caryl　Churchillls　Cloud　Nine　and　examine　the
ways　in　which　Brechtian　techniques　are　emp王oyed　and　the　topics，　foregrounded　by　such
techniques．　However，　be｛bre　examining　Cloudハαη¢　premiered三n　1979，　I　would　like　to
make　sure　of　the　cultural　context　ofthe　play　and　what　kind　of　social　position　it　had．
　　　　　　Lizbeth　Goodman　points　out　that　political　and　social　unrest　was　prevail三ng　among
British　women　in　1960s－1970s，　which　was　linked　to　the　development　of　solne　feminist
theatres．・i　While　Caryl　Church丑l　was　getting　widely　acknowledged　as　a　feminist　and
socialist　playwright，　Margaret　Thatcher　was　exerting　conservative，　extraordinary　power．
However，　on　the　other　hand，　some　parts　of　the　public　grew　to　pay　attention　to　the　topical
feminist　debates．　One　ofthe　most』articulate　examples　of　the　mbvement　was　the　pubhcation　of
Ka七e　Milletls　Sexual　Politics．　Also，　the　legislation　on　women’s　working　condition　and　abortiQn
changed　during　1970s，vii　In　a　sense，　her　plays　were　the　backlash　of　a　conservative　politi6al
movement，　which，　at　the　same　time，　connotes　her　reactionary　position．
　　　　　However，　it　is　true　that　the　attitude　of　the　thea頃cal　world　towards　the　radical　and
avant－garde　pieces　of　works　was　very　fhgid　at　that　time．　It．is　imaginable　that　the　general
public　attitude　towards　the　feminist　theatres　was　also　indifferent，　Actually，　as　Goodman
mentions，　most　of　the　feminist　plays　were　put　at　the「fhngel　theatres　which　were
marginalised　in　terms　of　social　position　and　location　of　the　theatres，　and　not　the　mainstream
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’West　End’theatres．　This　represents　the　minority　ofthe　feminist　theatres　in　geneエ・a正because
of　the　limited　space　and　accommodation　of　the　theatres．
　　　　　Cloud　Ninθ　shareS　some　points　with　feminist　theatre．　Firstly，　as　I　have　mentioned，
Churchill　is　wen・known　as　a　fe　minist　playwright．　She　herself　mentions　that　C70u∂Nine　is
about”sexual　politics’㌧viii　Secondly，　the　premiere　of　Cloud　A伽θwas　directed　by　Max
Staff（）rd・Clark，　one　of　the　directors　who　contributed　to　the　fringe　theatres．　Thirdly，　The
Royal　Court　Theatre，　which　is　located　in　Sloane　Square，　premiered　the　play．　This　point　may
demarcate　her　position，　because　The　Royal　Court　Theatre　plays　an　important　and
tremendous　role　in　contemporary　English　Dralna．　Therefbre　it　is　highly　recongnised　in　pub正ic
and　is　never　categorised　as　a　fringe　theatre．　However，　this　never　means　the　conservative
intention　of　the　venue．　To　p　ut　it　brieHy，　The　Royal　Court　Theatre　effers　radical　and　socially
challenging　plays，　contrary　to　high　social　acclaim．　Mick　Wallis　and　Simon　Shepherd　note　that
”The　Royal　Court　Theatre　has　defined　itsel£most　noticeably　in　the　l970s，　as　a’writers”
theatre，　showcasing　the　work　of　new　and　challenging　dramatists＿there　grew　up　a　Royai
Court　audience，　expecting　radical　issues　to　be　addressed，　expecting　stage　language　and
images　that　would　challenge　propriety「’．ix　Thanks　to　the　unique　nature　of　the　Royal　Court
Theatre，　Cloud　2Vine　may　have　drawn　a　large　audiences　even　though　it　was　a　radical　work．
Needless　to　say，　this　contributed　to　Churchill’s　theatrical　career　and　commercial　success．
3・2．Synopsis
　　　　　As　stated　above，　the　theme　of　Cloud　Ninθ　is　”sexual　politics”．　It　is　true　that　this　sheds
light　on　feminism　and　the　postcolonial　debate，　although　the　fbcus　on　the　latter　diminishes　in
Act　Two．　Instead　of　con丘rming　the　plot　as　well　as　the　stage　directions，　which　are　crucial　fbr
understanding　the　play，　I　would　like　to　describe　the　characters　of　this　two－act　play．
［Act　One】
　　　　　Act　One　is　set　in　colonia豆A倉ica隻n　the　Victorian　age．　The　outset　of　the　act　is　the（se10
introduction　of　a　member　of　the　family．　This　is　importallt　because　it　tells　the　audience　what
the　family　is　like　and　because　the　author　puts　rhymes　at　every　end　ofthe　lines．
　　　　　Clive，　the　father　of　the　family　hnd　a　coloniser　of　the　natives，　remarks：”This　is　my
鉛mil酔Though血r　f士om　home／we　serve　the　Queen　wherever　we　may　roam／I　am　a餓her　to
the　natives　here1And　father　to　my　family　so　dear”．　Obviously，　he　functions　as　a　leader　of　the
family，　as　well　as　the　coloniser　of　A丘ica．　As　a　result，　he　represents　all　the　norms　which
circulate　in　the　play．
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　　　　　　Betty　is　Clivels　wifb．　She　intemalises　and　puts　into　practice　strictly　what　Clive　says：”I
live　fc）r　Clive．　The　whole　aim　of　my　life！Is　to　be　what　he　looks　fbr　in　a　wife！I　am　a　man’s
creation　as　you　see／And　what　men　want　is　what　I　want　to　be”．　Therefbre，　she　wears　white
dress　which　represents　women’s　chastity，　and　orders　her　son，　Edward　to　be　manly，　and
Joshua　to　behave　properly　as　a　slave．
　　　　　　Joshua，　the　black　servant，　seemingly　internalises　the　ideal　of　his　master；”My　skin　is
black　but　oh　my　soul　is　white／1　hate　my　tribe．　My　master　is　my　light／10nly　live　fbr　him．　As
you　can　seeAWhat　wh三te　men　want　is　what　I　want　to　be”．　Although　he　shows　his　explicit
loyalty　to　the　family，　his　internalisation　breaks　down　behind　Clive’s　back．　When　his　parents
are　killed　by　the　British　soldiers，　he　denies　his　parents　by　saying　that”they　are　bad　peoplel’．
However，　in　reality，　he　cries　and　feels　sad．Finally，　he　reveals　his　rebuttal　by　directing　his　gun
at　Clive．
　　　　　　Edward，　a　9・year・old　boy，　recognises　the　male　ideal　of　his　father，　that　he　is　required　to
behave　manly．．lnterestingly，　unlike　Betty　and　Joshua，　he　finds　it　hard　to　do　so　and　remarks：
”What　father　wants　I’d　really　like　to　be／1丘nd　it　rather　hard　as　you　can　see”．　He　enjoys　riding
horses　as　Clive　does，　but　he　sometimes　piays　with　his　sisteピs　doll．　This　shows　that　he　has　not
reahsed　what　matters　fbr　socialisation．
　　　　　　Clive　gives　Betty，　Joshua　and　Edward　a　chance　to　be　introduced．　However，　there　are　a
few　in　the　family　who　were　not　given　the　chance：Victoria，　Ellen　and　Maud．
　　　　　　Victoria，　a　2－year℃ld　girl，　cannot　speak　because　she　is　played　by　a　dummy．　Therefore，
she　cannot　express　her　notions，　intentions　and　what　is　more，　hersel£In　a　sense，　she　is　a　pure
representation　ofChve’s　ideal　on　the　ground　that　she　is　always　passive．　Ma．ud，　Betty’s　mother，
also　transmits　what　women　should　ideally　do．　Though　she　encourages　him　to　act　tnanly，　EI正en，
Edward’s　governess，　is　a　Iesbian　and　entices　Betty．
　　　　　　Harry　Bagley，　an　explorer，　is　Edward’s　uncle　and　what　Clive　aspires　to　be　as　a　man．
When　he　visits　the　Clives，　he　shows　his　homosexuality　to　the　audience　by　1．uring　Joshua　for　a
sexual　relationship．　Mrs．　Saunders，　a　neighbour　and　a　widow，　visits　the　Clives　riding　a　horse．
She　is　the　object　of　Clive’s　strong　sexual　desire．　Note　that　these　transvestites　acting　are
meticulously　regulated　by　the　stage　direction　by　the　playwright．　So，　the　audience　or　the
readers　need　not　think　of　the　intervention　of　the　directorL
［Act　Two】
　　　　　Act　Two　is　set　in　London　in　1979，　atむhe　same　period　of　the　premier．　Because　of　the
wide　Iapse　of　time，　it　f（）regrounds　the　contrast　between　Act　One　and　Two．　Yet　it　is　only　25
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years　later　fbr　the　characters．　Simply　put，　it　is　approximately　after　one　generation　of　the
family．
　　　　　Lin　now　has　a　daughter，　Cathy　and　announces　that　she重s　a　lesbian．　Cathy，　a　4・year・old
girl，　represents　both　her　manlike　and　womanlike　actions．　Edward，　a　gardener，　is　34　years　old
at　this　stage．　He　realises　that　he　is　gay　and　cohabits　with　Gerry，　his　lover　and　worries　that　he
might　lose　his　job　whell　it　is　divulged．　Betty　makes　up　her　mind　to　Ieave　Clive．　Then　she
comes　to　have　a　generosity　about　holnosexuality　and　reconsideエ・s　what　women　should　be．
Lastly，　Victoria，　a　teacher，　is　27　years　old　and　has　a　husband，　Martin．
3・3．Brechtian　Techniques　in　CloudハXine
　　　　　There　is　one　important　thing　which　has　not　been　discussed：transvestite　or
cross・dressing（this　is　clear　on　the　stage　directions）．　In　Act　One，　Betty　is　played　by　a　man
and　Edward　by　a　woman．　Joshua　can　be　included　as　such　since　he，　a　black　servant，　is　played
by　a　white．　It　can　be　also　true　ofVictoria，　who　is　played　by　a　dummy　In　Act　Two，　only　Cathy
is　played　by　an　actr）r　of　the　opposite　sex．　Obviously，　this　leads　to　the　defamiliarisation　of　the
stage．　Further，　in　so　doing，　the　cross・dressing　actors　may　find　it　hard　to　play　the　character重n
an　Aristotelian　way　and　instead　become　more　conscious　of　acting　a　role．　Furthermore　the
audience　may　also　find　it　hard　to　empathise　with　the　characters，　In　a　sense，　Cloud　Nine
might　be　recognised　as　a　farce．　due　to　the　fact　that　the　gestusx　of　both　sexes　are　to　be
emphasised　by　the　transvestites．xi　However，　it　should　be　stated　that　the　cross・dressing　also
questions　and　complicates　the　sexlgender　category　and　makes　the　stage　unfamiliar　and
socially　challenging．
　　　　　The　settings　of　this　play　may　produce　an　A・effect　in　that　it　is　only　25　years　later　for　the
characters　in　Act　TWo，　although　it　is　set　nearly　a　century　after　the　Victorian　age．　However，　it
is　extremely　important　to　note　that　the　centenary　gap　functions　to　distinguish　the　cultural
contexts　of　each　act．　The　African　colony　in　Act　One　also　articula七es　the　colonial　d三scourse．
1、astly，　in　Brechtia鳳stages，”historicization「’is　required　to　enable　the　audience　to　take　a
critical　standpgint．　In　Act　One　of　Cloud／Vine，　it　is　realised　by　setting　the　act　in　the　Victorian
age・
4．Debates　on　Gender　and　Sexualities
　　　　　When　summarising　the　characters　in　the　last　chapter，　I　noticed　that　they　are　just
perfbrming　what　they　should　be　along　the　patriarchal　and　colonial　ideologies　before　Ciive．　In
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reality，　they　do　not　do　so　when　Clive重s　out　of　sight，　which　leads　to　the　dramatic　irony．
Therefbre，　it　stands　to　reason　that　Cloud　1＞乞刀θrepresents　the　constructionist　point　of　view，
rather．than　the　essentiahst　viewpoint．　Cross・dressing　may　support　this　idea．　Needless　to　say，
（social）constructionism　is　de丘ned，　according　to　Lois　Tyson，　as”homosexuality　and
heterosexuality　are　products　of　social，　nQt　biological，．fbrces”．xii　Judith　Butler，　one　of　the　most
primary　critics，　insists　on　the　constructiollism　rather　than　the　essentialist　point　of　view．　For
instance，　she　argues　on　gender：四〇riginally　intended－to　dispute　the　biology’is曹destiny
formulation，　the　distinction．　between　sex　and　gender　serves　the　argument　that　whatever
biological　intractability　sex　apPears　to　have，　gender　is　culturally　constructed”．xiii　Tb　conduct　a
thorough　examination，　it　is　required　to　analyse　two　aspects　of　perfbrmance：the　per｛brmance
by　the　actors　and　the　characters　perfbrmed　by　the　actors．　　　　．
［1】The　Perfbrmance
　　　　　As　I　have　implied　in　the　previous　chapter，　the　audience　may・feel　the　actors
transcending　the　genderroles　by　cross・dressing，　which　is　to　emphasise　the（Brechtian）gestus．
For　instance，　Elin　Diamond　states　that”It　would　highhght　sex／gender　configurations　as　they
conceal　or　disrupt　a　coercive　or　patriarchal　ideology，　It　would　refuse　to　appropriate　and
naturahze　male　or　female　dramatists，　but　rather　fbcus　on　historical　material　constraints　in
the　production　of　image”．xi・
　　　　　Racial　issues　in　perfbrmance　may　lead　to　the　same　conclusion．　Helen　Gilbert，　depicting
the　Australian　Aborigine　dance，．　states　that”as　she（ニa　dancer　who　plays　fbur　separate
characters）moves，　her　transitions　between　characters，　and　the　traces　of　difference　thus
ellacted　by　a　single　but　composite　body，　both　produce　alld　deconstruct　cultural　and　racial
specificity，　showillg　identity　to　be　fluid　but　not　without　some　sort　of．　grounding　in・individual
sociohistorical　circumstances”．xv　Namely，　that　Joshua　is　played　by　a　white　leads　to
defamiliarisation　on　．the　stage。　Interestingly，　a　white　can　perform　a　black　assuming　that　what
matters　is　only　the　colour　of　the　skin．
　　　　　In　the　case　of　Cloud　Nine，　it　is　predictable　that　transvestite　actors’use　of　gestus
insinuates　gender　fluidness　rather　than　gender　fixation．　Judith　Butler　upholds　t｝1is　idea　by
saying　thaポ’when　the　construcちed　status　of　gender　is出eorized　as　radically　independent　of
sex，　gender　itself　becomes　a　free－floating　arti丘ce，　with　the　consequence　that　man　and
masculine　might　just　as　easily　signify　a　female　body　as　a　male　one，　apd　woman　and　feminine
amale　body　as　easily　as　a　female　one”．xviTherefor6，　the　casting　of　t，his　play　itself　not　only
symbolises　such　fluid　gender　ca多egories，　but　also　validates　the　gender　perfbrmativity．
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【2】The　Characters
　　　　　It　is，　of　course，　true　that　patriarchal　ideologies　permeate　the　family　and　society　in　Act
One．　The　Union　Jack　is　fluttering　as　if　it　is　supporting　the　ideology，　It　is　also　clear　paもriarchal
ideology　maintains　sexist，　racist！colonialist　and　heterosexual　discourses，　which　are　seen　in
Clive’s　remarks．　He　is　a　sexist　and　expresses』men’s　superiority　by　describing　women　as
”irrational，　demanding，　incons三stent，　treacherous，　lustfiil，　and　they　smell　di　ffe　re　nt　from
us”．x・ii　He　is　a　racist　from　the　fact　that　he　inculcates　Joshua　with　white　ideology：xviii　Lastly，
he　is　heterosexual　f士om　the　fact　that　Clive　feels　disgusted　when　Harry．approaches　him，
misunderstanding　the　word”between　men”．・i・As　I　have　implied，　Clive’s　ideal　is　seemingly
maintained　by　the　members　of　the　family．　However，　especially　in　Act　Two，　this　loses　its　effect
with　Clive’s　abse血ce．　　　　　　　　　　　　　　　　　　　　　　　　　・　　　　：
　　　　　When　contrasting　Clive　and　Harry　in　Act　One，　there　seems　to　arise　one　certain
p・rQblem：sexuality．　ln　Clive’s　view，　sexuality　is　fixed　or　bound　by　the　body，．and　the　mal倉body
holds　the　masculine，　manly　behaviour．　Therefbre，　Harry　is　a　nice　person　f（）r　Clive　because　of
his　manly　actions．　Note　that　Harry　is　homosexual，」while　Clive　is　seemingly　heterosexua1．　In
reality，　Harry　entices　Joshua　fbr　a　homosexual　relationship　when　Clive　is　not　on　the　stage，
which，　as　a　result，　con且rms　the　presumption　that　gender　fbr皿ation　is　independent　fゴom
sexuality．xx　Betty’s　remarks　in　Act　Two　also　demonstrate　this　idea．　Betty　decides　to　leave
Clive　and　comes　to　make．a　generous　speech　on　Edward’s　homosexuality　and　her　own　sexual
potentiality．xxi　She　no　longer　has　to　comply　with　Clive・
　　　Iwould　like　to　suggest　two　conclusions，　which　can　be　supported　by．Judith　Butler．　The
one　is　that　the　idea　that　gender　is　bound　with　biological　sex　is　effective　only　within　the
patriarchal　regime．　Butler　explains　that”The　institution　of　a　compulsory　and　naturalized
heterosexuality　requires　and　regulates　gender　as　binary　relation　in　which　the　masculine　term
is　differentiated　from　a’　feminine　term，　and．　this　di脆rentiation　is’acco面plished　through　the
practice　of　heterosexual　desire”．xxii
　　　　　The　other　is，　as　I　have　already　noticed，　that　th6　fbr皿at三〇n　of　gender　identity　is
achieved　independently丘om　biological　sex：・　　　　　　　　　　　　　　　　　　　　　　　　・
Such　acts，　ges加res，　enactments，　generally　construed，　are　performative　in　the　sense
that　the　essence　or　identity　that　they．otherwise　purport　to　express　are　fabrications
manufactured　and　sustained　through　corporeal　signs　and　other　discursive　means．
That　the　gendered　body　is　pe’rformative　suggests　that　it　has　no　ontological　status
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apart　from　the　various　acts　which　constitute　its　reality”．xxiii
　　　　　The　reason　why　Edward　and　Harry　can　play　as　men　in　spite　of　their　sexual
discrepancy　seems　to　be　because　they　play　with　the　masculine　gestus，　by　which　acknowledged
masculinity　appears　on　the　surface　of　the　bQdy（this　is　also　true　of　Cathy　in　Act　Two，　who
reveals　manliness　by　holding　a　ri且e，　and　womanliness　by　her　preference　of　earrings）．　What　is
more，　the　most　pure　example　of　the　use　Qf　gestus　is　displayed　by　Victoria　in　Act　One．　As　I
have　described，　she　purely　reflects　the　dolninant　ideology　in　that　she　is　played　by　a　dummy
and　has　no　chaロce　and　no　will　fbr　speech．　Therefbre，　she　dresses　not　by　her　will，　but
somebody　else，s（perhaps　Clive圏s）idea1．　Hence，　it　can　be　concluded　that　the　gender
performativity　is　articulated．
　　　　　The　same　conclusion　seems　to　be　derived　from　Joshua．　In　front　of　Clive，　he　effaces　his
sorrow　within　him　and　denies　his　origin　when　his　parents　are　kiUed．　In　this　sense　he
illternalises　the　white　ideology．　However，　his　internalisation　of　the　white　ideology　has　not
been　completely　achieved，　which　leads　to　the　fi∬al　scene　of　Act　One　in　which　he　directs　his
gun　at　his　master．　FrQm　this　observation，　he　is　just　perfbrming　as　if　he　were　a　white．
xxiv　Simply　put，　Betty，　Harry　and　Edward　are　merely　performing　the　gender　with
masculinelfeminine　gestus　and　Joshua　is　merely　performing　the　white．（if　this　usage　i8
approp酒ate），　internalising　the　patriarchal　and　colonial　ideology　by　halfxxv．　This　cannot　be
attributed　to　essentialism　but　to　constructionism．　Therefbre，　gender　can　be　said　t‘）be
culturally　constructed．
　　　　　If　it三s　naturai　that　the　actors　perforrp　and　that　gender．perfbrmativity　is　validated，　it
may　be　that　Cloudハ励θshows　the　double　per丑）rmativity：the　actors，　playing　the　characters，
and　the　characters，　perfbrlning　the　gender．　The　height　of　the　sexual　problem　Is　seen　in
Edwardls　remark　in　Act　Two．　At　this　point，　he　has　already　regarded　himself　as　gay．　When｝le
has　quarrelled　with　Gerry　about　Edwardls　effeminate　nature，　he　talks　to　Victoria層that圏’rd
rather　be　a　wo皿an．　I　wish　I　had　breasts　hke　that，1．think　they’re　beautifU1．　Can　I　touch
them？”a且d”I　think　I’m　a　lesbian”。　xx・iThis　confuses　and　questions　the　clear・cut　binary
relation　of　gender　and　sexuality．
　　　It　might　be　that　Cloud　Nine　offers　a　constructionist　viewpoint　only．　However，　the
possibility　of　essentialism　still　remains．　When　Edward　relnarks　in　the　opening　scene　of　Act
One　that”What　father　wants　I’d　dearly　like　to　bel　I　find　it　rather　hard　as　you　can　see”，　this
may　imply　the　essential　part　required　for　gender　formation　and　sexual　orientation．　Some　will
say　that　if　his　gender／sexuality　fbrmation　will　be　conducted　and　exposed　within　the　culture
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from　now　on，　then　what　makes　him　say　that？Further，　Joshua’s　racial　identity　may
substantiate　this　idea．　If　there　is　no　essential　part　in　his　ident三ty」it　is，　in　a　sense，　impossible
to　explain　why　he　directs　his　gun　at　his　master　at　the　end　ofAct　One．　That　is，　it　may　be　that
his　behaviour　in　front　of　Clive　is，　on　the　one　hand，　a　culturally　constructed　perfbrmance．
However，　on　the　other　hand，　his　rebuttal　testifies　his　racia1三dentity　as　an　essential　nature．
Furむher，　in　terms　of　his　coiporeality，　his　blackness　cannot　be　played　by　a　white，　as　a
man／woman　is　played　by　a　woman／man．
5．Conclusion
　　　　　This　investigation　has　shown　what　Brechtian　techniques　are　and　how　Cary豆Churchill
employs　these　techniques　in　order　to　make　the　audience　take　a　critical　position　with
detachlnent　and七〇fbregrQund　the　contemporary　issues　on　gende夏・and　sexuality　with　some
references　to　the　cultural　background．　Cross・dressing　fbregrounds　and　defamiliarises　the
gestus　of　the　both　sexes．　That　is，　even’male／female　actors　play　female／male　characters　by
employing　female／male　gestus．　As　a　result，　this　I6ads　to　the　idea　that　male／female　actor　can
play　the　character　of　opposite　sex．　Gender　is，圭n　this　sense，　a　perfbrmance　and”always　a
doing”．xxvii
　　　　　More　importantly，　I　would　like　to　suggest　how　the　characters　overlap
with　the　actors　playing　the　characters　of　opposite　sex．　For　instance，　Edward　and　Harry，　in
spite　Qf’abnormall　sexualities，　can　be　manly　with　the　gestus　as　well　as　some　characters　ar・e
played　by　the　opposite　sex　with　suitable　gestus．　It　is　as　if　Cloud　A伽θ’s　speculation　is　that
there　is　no　distinction　between　the　gender　roles　in　everyday　lives　while　acting　the　roles．
　　　　　Some　characters　in　Clou∂、～「ine　also　show　their　personal　struggles　for　gender　identity．
Especially，　Edward’s　remark　that”I　think　I’m　a　lesbian”shed　lights　on　and　clari丘es　the
problem　of　normative　sexual　orientation．　Rather，1．　think，　this　showsむhe　possibihty　of
different　kinds　of　genders，　apart　from　the　patriarchal，　heterosexual　ideology，　since，　as　Butler
indicates，川there　would　be　no　true　or　false，　real　or　distorted　acts　ofgender，　and　the　postulation
of　a　true　gender　ide且tity　would　be　revealed　as　a！θgこ～Za6αγ万臨oガ（emphasis　added）・・viii．
Cloud〈伽θmirrors　the　contemporary　situation　in　which　the　gender　categories　are　much
more　complex　than　people　usually　think
一77一
iPhyllis　Hartnoll　and　Peter　Found，　Thθ　Concise　OxforゴCo／npa刀ibn　to　the　Thea　tre，　p．147．
ii　Especially，　Brecht　rejected　the　capitalism　on　the　ground　that　it　depreciates　the　value　of　all
things．　c£Mick　Wallis　and　Simon　Shepherd，　Stuめ伽8・Plays，　p．104．
iii　John　Willet（ed），　Brecht　onク’hea　tre，　p．143
iv　Ibid．，　P．140，
vElin　Diamond，”Brechtian　Theory／Feminist　Theory：Toward　a　Gestic　Feminist　Criticism”，　in
Carol　Martin（ed），　4　Soureebook　ofFeminist　Thθatrθ　and　Perforina刀ce，　p．126．
vi　Lizbeth　Good皿an，　Ooll　temporary　Feminist　Theaters，．p．26
vii　c£the　introduction　by　Bill　Naismith，　in　Caryl　Churchill，乃ρGirl，　p．　xxvii．
viii　Caryl　Churchill，　Plays’10wners，ク》aps，　Vinegar　Toi刀，∠必力t　Sh　ining　in．Bu（rA’1｝ighamshire，
αo召ゴハ伽θ，p．xii　and　p．245．
ix　Mick　Wallis　and　Simon　Shepherd，　op．　cit．，　p．148．
xPatrice　Pavis　defines　Brechtian　gestus　as”a　simple　movement　by　o皿e　person　when　faced
with　another，　in　a　particular　social　and　corporeal　kind　ofbehaviour”and闘the　basic　gestus　ofa
play　is　the　kind　of　basic　relationship　that　governs　social　behav重our（servility，　equality，　violence，
trickery）．　，Dicti（）nary　Of　the　Theatre．’Terms，　eonce　ots，　a刀ゴ．4nalysis，　p，164．　Further，　actors
call　articulate　the　manliness／womanliness　with　the　gestus．
xi　c£Bennett，　Susan，”Growing　Up　On　Cloud　Nine：Gender，　Sexuality　and　Farce”in　Sheila
Rabillard（ed．），　Essays　on　Caryl　Chui「eh〃Contθ」mporalアノ7epresen～ta　tions，　p．29，
xii　Lois　Tyson，　Crゴticaノク’hθorY　To∂aLP～P．321。
xiii　Judith　Butle島θθ刀der　7｝，ouble，　p．9．
xiv　Ehn　Diamond，ρρ．　eit．，　p．131
xv　Helen　Gilbert，”Dance，　Movement　and　Resistance　Politics”in　Bill　Ashcroft，　Gareth
Griffiths，　and　Helen　Tif五n（ed），　Thθ　Post一α）ノb幻姦ノStudies。Reader，　pp．334・345．
xvi　Judith　Butler，　Op．　cit．，　p．10．
xvii　Caryl　Churchil1，　Cloutノハline，　p．282．
xviii乃id．，　p．276．　It　is　worth　noting　the　sexiSt　ideology　sharing　the　colonial　discourse　in　terms
ofcolonizing　鱒Other「’．
xix　Ibid．，　pp．282・283．
xx　If　Harry蟹s　homosexuality　is　culturally　constructed，　it　might　be　true　that　the　culture　per　se
is　l’homosocial「’．　I　would　like　to　suggest　that　Clive　and　Harry　are’same・sex’doubles1’which，
according　to　Tyson，”100k　alike，　act　alike　or　have　paranel　experiencesl’and”same－sex　doubles
may　share　a　homoerotic　bond，　ho皿osocial　bond，　or　they　may　not　know　each　other”．　Lois　［fyson，
qρ。eit．，　p．343．
xx重Ibid．，　p．316，　pp．319・320．
xx　ii　Judith　Butler，ρρ．　Cl’t．，　p　30，
xxiii　Ibi’d．，　p．173．
xxi・c£Colm　Hogan，　Patrick，　Coノ’onialisln　anゴCu／tura／ldentity，　pp．12・13
xxv　Judith　Butler，ρρ．α’t，，　p．173．　Butler　indicates　the　imposs五bility　of　fUl1｛nternalisation　of
gender．
xxvi　Ibj「d．，　p．307．
xxvii　Ibid．，　P．33
XNviii乃f∂1，μ180．
一78一
THE　WORK　BY　CARYL　CHURCHILL
Churchill，　Caryl，　Plays’10w刀θrs，7｝aρs，レ7ne．crar　Tom，ヱンightSh加in8・加Buckinghamshire，
αoαゴNine，　Lond（）n：Methuen，1985．
CRITICAI．　STUDIES
Bennett，　Susan，”Growing　Up　On　Cloud　Nine：Gender，　Sexuality　and　Farce”in　Sheila
Rabillard（ed），　Essays　on　Caiア1α～urch〃Contemporary　Reρresentations，　Winnipeg　and
Buffalo：Blizzard　Publishing，1998．
Butler，　Judith，　Gθnder　7｝otible，　New「藪）rk　and　London；Roしitledge，1999．
Churchill，　Caryl，％pα擁，　London：Methuen，1991．
Diamond，　Elin，”Brechtian　Theoryl　Feminist　Theory：T（）ward　a　Gestic　Feminist　Criticisln「㌧in
Carol　Martin（edえA　Sourcebook　of　Feminist　Thθatre　and　Perform∂nce，　London：Routledge，
1996．
Hogan，　Patrick　Colm，6bノ’onialisi刀a刀ゴ0ロノtura／ldentity～Albany：State　University　of　New
Ybrk　Press，2000．
Gilbert，　Helen，’曾Dance，　Movement　and　Resistance　Politics”in　Bill　Ashcroft，　Gareth
Gri伍ths　alld　Helen　Tif丘n（ed），　The　Post’Coloniaノθ如d艶3　Rθader，　London　and　New　Ybrkl
　　　　　　　　　　　　　　　　　／
Routledge，1995．
Goodman，　Lizbeth，　Con　tθmporary　17eminist　Th　ea　ters，　London　and　New　Ybrk：Routledge，
1993．
Hartnoll，　Phyllis　aad　Peter　Found，　The　Concise　Oxford　Compan／bηto　the　Theatre（Second
Edition），　Oxfbrd　and　New　Ybrk：Oxfbrd　University　Press，1996．
Pavis，　Patrice，　Dictionary　o／the　Theatre’　Terms，　Conceρts，　and！1刀a加沁，　trans．　by
Christine　Shants，　Toronto　and　Buffalo：University　of　Toronto　Press，1998，
Tyson，　Lois，0｝ゴ謡α～ノク’heoiアTodaLy，　New　Ybrk　and　London：Garland　Publishing，　Inc．，1999．
Wallis，　Mick　and　Simon　Shepherd，　Stu（加’ng　Plars，　London，　Sydney　and　Auckland：Arnold，
1998．
Willet，　John（ed），＆θ（tht　on　Thθatre，　London：Methuen，1957．
一79一
